methodologies lay a profound ideological divergence. Between them, Brennan was caught as something of a test case, the importance of which had little relation to the inherent qualities of his verse.
Docker's analysis could now be extended to include the partial dissolution of both camps.
The kind of critical historicism dating its force from Humphrey McQueen has made idealization of the 1890s a dangerous exercise. Having identified the racism and belligerence of certain nationalist ideals, critical historians now freely admit that a good part of Australia's regional specificity was either adopted from British imperialism or exoticized for the British market.
There was no easy escape from colonialist influences. As for the purely textual appreciation of isolated poets, the same international contacts for which Brennan was first esteemed have been progressively denounced as "influences," leaving little behind once they are separated from the text. James McAuley, who in 1957 had spoken of Brennan as "the only Australian poet of the past about whom the question of greatness can even be raised" (334), had to admit a few years later that "there is not a Brennan style: there is simply a period conglomerate, which can be separated into its components. " (1967: 34) Although their essential opposition is still with us, both these approaches to the 1890s have undone their initial mythologies in much the same way.
Both have separated foreign influences from the common ideal of organic unity -of society, of text -until, in the end, very little of value is left in the hands of Australians. And so, having presumably exhausted all the local past can offer, one begins to talk about the discontinuity of postcolonial history, about regional identity as transitory invention, and about the 1890s as a miscarriage rather than the birth of a culture.
The undoing of myths can be a valuable activity. In this case, the prime myth to be dismantled is the concept of organic unity as substantial identity. This ideal should have little to do with modernist culture and even less to do with Australian history. In order to overcome it, we must accept the paradoxical unity of nationalist and internationalist tendencies. The starting point can be neither the local soil nor the foreign ideal. We must instead begin from manipulations of the frontier between the two. In this case, our points of departure are two individuals who worked on the Franco-Australian border: Tom Roberts and Christopher Brennan. The painter and the poet, each in their own way, deployed significant strategies of cultural leverage, and did so within quite significant cultural networks.
Roberts and the Heidelberg School
Tom Roberts studied at the Melbourne National Gallery School and then the Royal Academy School in London. In 1884 he spent a few weeks at Cormon's and travelled in France and Spain, where he met the Catalan painters Casas and Barrau. The following year he returned to Melbourne, where his knowledge of Impressionism had a profound influence on fellow painters including McCubbin, Condor, and Streeton. In the late 1880s this group organized artists' camps around the village of Heidelberg, near Melbourne, for which they are commonly called the "Heidelberg School." Their major exhibition, held in Melbourne in 1889, was the "9x5," named after the dimensions (in inches) of the cigar boxes they used instead of canvases.
Although the group dispersed soon after the exhibition and worked with more conventional materials, the paintings they produced in the following decade or so formed the basis of a strongly regionalist vision of Australian landscape. Reproductions of their work now grace the walls of many middle-class Australians who remain entirely unaware of the initial French influence and believe wholeheartedly in Australian cultural identity.
Academic evaluations of Tom Roberts tend to assess to what degree he can properly be called an "Impressionist," with all the international stature the term can connote when applied to a painter of the 1890s. Yet examination of Roberts' itinerary as a traveller suggests he knew little of the social context of French Impressionism. Whether seen from Melbourne, from London, or from the meeting in Spain, his Paris was a distant center of intellectual activity; the land and sea separating Heidelberg painting from Parisian Impressionism should discount any direct mode of influence. This means Roberts cannot really be written off for not having understood real or true Impressionism because he failed to use he divided palette (as argued by Robert Hughes, 1970: 53-54) . Nor, however, should his work be praised as a representation of an equally real or true Australian context. Two points need to be made with respect to the quite specific French aesthetics from which he took his lead.
First, there can be no question of associating the French influences on Heidelberg with use of a divided palate. Seurat's divisionism became known after 1885, by which time Roberts had returned to Melbourne. The meeting in Spain -to judge by Casas's later work -would have conveyed a certain enthusiasm for the style of Manet and Degas, as indeed would have the limited French sympathies of the London critics of the time. But the divided palate was not even a candidate for a position of direct influence. So why should a historian like Robert Hughes condemn Roberts for not having appreciated this aspect of Impressionism? One might nevertheless condemn Roberts' friend John Russell, an Australian painter who remained in Paris and sent him news of ". . . darned fools spotting canvases with small points of pure color" (Letter of Oct. 5 1887 , in Smith 1975 . No artist is likely to adopt the aesthetics of fools.
Second, it would be wrong to reduce Impressionism to divisionism or pointillism. Seurat's was a positivist aesthetic based on the analysis of light. As a rationalist attempt at a painterly system it corresponded to an ideological juncture that none of the Australians was in a position to appreciate. Further, the invocation of positivist optics had little to do with Manet's decorist naturalism, Monet's experimental lyricism, or Degas's compositional concern with space and movement. Seurat's relation to Impressionism was rather like Ghil's position with respect to Symbolism. Both systematized certain latent tendencies, but did so within positivist ideologies that remained on the fringe of the French artistic milieux.
At its most general level, the French influence on the Heidelberg School belonged to a moment when the relations between object and subject were posed as a problem of subjective interpretation. The later Whistler had one solution to the problem -the independence of artificial representation -; Seurat had another -analysis of the optic bond between subject and object -; but the Impressionist response, at least in the years 1875-1885, was essentially recognition of the object as an independent and changing entity. In this sense Francastel regards the analysis of light as a secondary problematic, thus excluding Seurat and divisionism from his definition of Impressionism (1974: 52) .
These precisions enable us to accept the "9x5" landscapes as what they claimed to be, a series of "Impressions." More important, if the moment of French influence can be defined in terms of the independence of the object, we might also explain how its reception gave rise to the decidedly regionalist painting of the Australian 1890s. We might locate one strategy by which internationalism helped produce a kind of nationalism.
The International Extension of Plein Air
The Melbourne "9x5" exhibition was by no means an isolated case. The German Max Liebermann, influenced by Barbizon aesthetics and Manet while in Paris from 1873 to 1878, returned to Berlin and cofounded Gruppe XI. The group's 1892 exhibitions were violently attacked by both press and public, with Liebermann himself being accused of "extreme, savage The Melbourne exhibition received severe criticism in the press. Richard White has associated this conflict with the 1878 clash between Whistler and Ruskin, in support of his general argument that Australian regionalism was imported from Britain (1981: 91 These painters were not looking back to any outdated principles. They were instead going out to confront nature as an object that surrounded their subjectivity. The essential element of this confrontation, the decisive step towards experimentation, came from what Berlin and Barcelona had also learned from Paris: the import of plein air.
The consequences of open air painting were far from banal. It stood at the base of the early Heidelberg concern with transitory effects of light, expressed in the speed of broad brush strokes. Too easily analyzed in terms of the subject's momentary presence, the aesthetic also involved awareness of an object in process. Nature was no longer a static scene. It became a changing environment. A relatively small step then led to the regionalist painting of the 1890s, particularly those landscapes-with-figures in which with the land is accorded more importance than the subjective intervention of human work. Plein air technique both captured and paralleled the conflict to be portrayed. In the studio, as in the city, subjective transformation exceeds the natural object, the scene becoming the sign of control. Open-air work, like work in the Australian interior, reverses this relationship, the object always extending beyond the moment of control.
Open-air painting also promoted a certain audacity. The "9x5" exhibition presented finished works that the public could only accept as preparatory cigar-box sketches. One doubts that such an affront to academic tradition would have been possible if the Heidelberg painters had felt alone. Theirs was not the audacity of a few outcasts fighting against entrenched conservatism.
The image they had of Impressionism -simplified and unified by distance -was of an extensive and progressive revolution in which they were participating. They imagined the support of an international milieu.
Less than imaginary, however, was the social effect of plein air work itself. Painters left the individual interior of the studio and put themselves alongside other painters confronting a common object. The Heidelberg painters, all men, worked together in artists' camps, no doubt smoking numerous cigars. The function of the camps perhaps paralleled that of the French group that in the same years formed around Bernard and Gauguin at Pont-Aven. Just as none of the Pont-Aven artists were natives of Brittany, so none of the Heidelberg painters belonged to rural Australia. They were urban intellectuals in search of non-urban modes of participation. Their regionalism partly ensued from the originally French aperture towards the object.
The nationalist mythology developed by Australian painters after 1890 was largely an application of their Heidelberg experiments, albeit refined in accordance with the criteria of commissions. Work and mateship were discovered in the artists' camps; the dominance of the object was something that painters, like workers in the Australian interior, had to labor against.
The fact that "open air" was said in French by no means contradicted its transfer to a nationalist context.
Sydney Urban Nationalism
In 1890 Roberts moved from Melbourne to Sydney. There he made contact with the political and literary circles promoting nationalist idealization of "the bush," broadly the Australian interior.
Roberts knew the rising leaders of the political left and became a friend of John Feltham
Archibald, editor of the Bulletin, the weekly at the heart of the political drive to make Australia a nation ( 
Brennan and the Reception of Mallarmé
Christopher John Brennan (1870 Brennan ( -1932 which, as noted above, has probably attracted more critical attention than it merits. Brennan has nevertheless justly been recognized as "the first English-speaking poet to be profoundly influenced by Mallarmé, and one of the first to produce pertinent commentaries on the works of his master" (Austin 1981: 203) .
The important biographical point is that Symbolist influence on Brennan did not come through London. What we know of Brennan's early readings (Marsden 1977 , Clark 1980 includes no British mention of Mallarmé before the Australian's time in Germany. The contact must be attributed not to the metropolitan culture of British Aestheticism, nor to what was happening in Paris, but to whatever was going on in Berlin.
Brennan left Sydney for Berlin in 1892, three years after the "9x5" and one year after 1962: 131, 134, 143, 153, 299, 315, 326) . He was, says Brennan, "no décadent" (281). The Australian's task was therefore carefully to separate his poet from much of his Parisian context, as well as from the similarly suspect mores of British Aestheticism. He extracted a Mallarmé who could be appreciated in terms of hard work, an ideal that had as much to do with working-class Australia as it did with German positivist aesthetics.
The Uses of Distance
Like the Heidelberg painters, Brennan was influenced from a distance. He never set foot in Brennan's readings of Mallarmé were based on the methods of classical philology (Kirsop 1970 (Kirsop , 1979 . There is something quite deadening in the resulting commentaries. Poems become 
Three Moments of Reception
Mallarmé certainly became a kind of personal ideal for Brennan. He functioned as a psychological protector against the "decadentism" the Australian saw in British imperialism, in his own country "already degenerating, for want of foreign leaven" (1962: 221) and, quite probably, in his unhappy private life, tragically hidden behind a written personality.
The use of Mallarmé in this prosaic context can be approached in terms of three moments:
• Analysis, whereby Brennan sought to engage in a difficult and transcendent poetic sphere through his commentaries and notes, not for presentation to a public but as a private mode of understanding. Externally, this moment appears as a mode of initiation into a world of esoteric knowledge.
• Imitation, by which Brennan, at a "distance and unseen," pretended to be a kind of Mallarmé, particularly in his letters to the latter.
• Parody, resulting from the irony of despair with which Brennan looked back on the social place he could leave spiritually though not materially. This is most clearly seen in the 1897 pastiche of In 1887 we find the paper adopting France as living proof of successful protectionism, opposed to "the decadence of Free-Trade England" (Dec. 3 1887). In the same edition, in preparation for the centenary celebrations of Australia's colonization, the Bulletin's account of history pauses to mention La Pérouse's unfortunately mistimed visit to Botany Bay: "But Providence, which designed the country for Caliban, had arranged that the future of Australia should not fall into the hands of a people fresh from the partial awakening of the French
Revolution." The strategy is of some interest. In attempting to dissociate itself from British colonialist culture, the paper adopted France as a lever by which it hoped to affirm a socialistic and perhaps revolutionary Australian identity.
The cultural lever first appeared in the 1880s, before Roberts and Brennan started working in One might be tempted to attach this mediated polarity to the later development of Radical Nationalism (building on Roberts) and New Criticism (appreciating Brennan). But the painter and the poet should retain their specificity. Along with Stephens they knew, better than many of those who came later, that modern identity can be created from the strategic use of intercultural influences. Whether painting cigar boxes, suffering at a distance, or indulging in tongue-incheek journalism, they were able to manipulate frontiers and turn international influences into significant cultural leverage.
Influence in the Postcolonial Frame
The above analysis has not assumed any general theory of influence or postcolonialism. Yet some reflection on such theoretical aspects seems called for, if only because postcolonial studies are likely to return the notion of influence to academic respectability. I would like to direct a few concluding comments toward, first, Harold Bloom's theory of influence, which remains important in the American context, and second, the notion of postcolonialism that frames Hodge and Mishra's comments on Brennan, which have a certain importance in the Australian context. (1973) posits that the relations between poets operate in terms of a Freudian family. Bloom's study is of "strong equals, father and son as powerful opposed forces" (11). Poetic history thus becomes part of each poet's "family romance," analyzable in terms of the six "revisionary ratios" that Bloom puts forward as modes of reception or misreading. It is a powerful theory. But can these "revisionary ratios" take in our less spectacular "strategies of the frontier"? Or are our transcultural influences simply too benign to exert the appropriate psychodramatic force?
Bloom's The Anxiety of Influence
The main problem here is that Bloom's family model presupposes a degree of spatial closure that is difficult to find in the cases we have been considering. Where would any of the Australian painters have found a spiritual father to oppose? As for Brennan, he may have seen Mallarmé as a paternal figure, he may well have been orphaned prior to any effective patricide, but did
Mallarmé really occupy any space that Brennan ever thought of claiming for his own? The distances were simply too great, across languages, social structures, land and sea. And the final ambitions of the Australian poets and painters were in some way too regional, too concerned with their own space within their own society. They ultimately failed to live up to Bloom's theory. Yet theirs was not a specifically Australian problem.
In more general terms, the later nineteenth century is peculiarly lacking in poets strong What of Baudelaire? Wasn't Mallarmé a Parnassian, a member of a group? Wasn't he also the strangely passive master of his own independent and very internationalist circle? All these questions are possible because, as Taine said of Paris in 1868, "the city is so big and so culturally diverse that it has a little church for every god" (1964: 173). There was enough space for artists to form their own coteries, resurrecting masters as they were needed for group identification. The imaginary international milieux operative in Australia were thus not entirely absent even at the center of the fin de siècle network. marriage would seem to be just one further element in these complex strategic relations. As a poet, Brennan simply had more scope for action, more space, perhaps even a little more plein air, than postcolonial determinism would allow.
Just as Bloom curiously continues the values of New Critical individualism, Hodge and
Mishra write within and against Australian nationalism. Neither of these approaches fares much better than did the traditional opposition with which we began our account. On the level of general theory, the initial division perhaps has yet to be overcome. This is why complex peripheral areas like the Australian 1890s are worth analyzing in terms of a few relatively subtle strategies of the frontier.
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